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author's perspective is broadly evident or a work exhibits a high degree of aesthetic coherence. Intriguingly, the polyphony in La sombra del ciprés es alargada emanates from the narrator himself. Despite the strength of his resolve, Pedro relates the story of his life in an inchoate way, using a blend of voices which cannot comfortably be arranged into a single overarching discourse. This dispersal, in which competing claims upon the truth are represented, is especially noticeable in the first volume, where the perspective of the narrator's younger self dominates, even to the extent of countermanding that of the mature narrator. Here, the first-person narrative is marked by an unsettling blend of sententiousness and wavering; the distinction between what was thought then and what is being thought now becomes blurred. The narrator's Proustian alertness and receptivity to all fleeting mental phenomena turns out to be at odds with the supposition that decisive moral progress has since been made. Rather than resolve his former wrong-headedness, the mature Pedro often appears to be recreating states of blindness formerly experienced by his younger self. In re-laying the emotional and intellectual habitat of his youth, an unbidden sense of agnosticism starts to infiltrate the work. It is this hesitancy, perhaps, which gives volume one its ring of authenticity and which was lost in the sequel when the older Pedro proceeds to adopt a more thesis-like approach to his early experiences. 4 In volume one Delibes does not adjudicate on whether the reader should take the narrator's typically solemn remarks to heart, or instead abjure them as philosophically immature. In this way, the significance of a remark or incident will often remain uncertain: does the cold pure air of Ávila kill Alfonso or cure him? Did Pedro provoke the onset of his friend's illness by taking him on a nocturnal journey into a cold and lifeless city, or is he the deceased Alfredo's sole champion and protector? * 4
So it is, in volume one, that, having been deposited in a boarding school in Ávila by an uncle who subsequently pays him only a lightning visit, a siblingless orphan of parents he never knew, and of whom he knows nothing, Pedro is so affected by the death of his soul mate Alfredo (his only co-boarder) that he elevates his tutor's prophylactic doctrine of dispassion to a universal principle of 'voluntary selfdetachment' (Díaz 1971: 41) . The pattern is repeated, with more ambiguous moral consequences, in volume two, at the end of which Pedro loses his pregnant wife, Jane, in a freak (artistically infelicitous) accident. Whereas falling in love with Jane on the high seas had encouraged Pedro to reject the lugubrious philosophy of desasimiento, her loss provokes a further shift in outlook which has been variously interpreted by critics as a regression to-and vindication of-his previous strategy or, alternatively, a progression to a more balanced way of life. 5 Since he is the ostensible source of the philosophy of desasimiento, which comes to dominate and distort Pedro's worldview, Don Mateo Lesmes, schoolteacher and quasi-father figure, tends to be singled out by commentators as the villain of the piece. It is not immediately apparent, however, whether his influence will be a force for good or ill. After all, though it is at odds with the more existential outlook of the modern world, the cultivation of detachment in the face of suffering and death is a timeless aspiration, present, for example, in the ancient Greek pursuit of ataraxia (serenity, or impassivity) and apatheia (equanimity), in Buddhism's intuition that suffering is attendant upon unskillful desire, as well as in the Schopenhaurian denial of the will. 6 Such disinvolvement may be viewed as an apprenticeship to ethical re-engagement with the world. Hence, in Schopenhauer, it prepares the ground for empathy and compassion. So too in Unamuno, as Agawu-Kakraba reminds us, death-consciousness impels the individual towards others so that intersubjectivity will form the basis of self-realization (1996: 62-63 (75))' and, far from renouncing life, she relishes it all the more. This rival, far sunnier, version of desasimiento is of great importance but has been overlooked. To begin with, Pedro explicitly commends it: 'la facultad de desasimiento de la perrita era extraordinariamente elástica y muy desarrollada' (78). It is momentarily re-endorsed (although possibly ironically so)
after the visit to the cemetery, when Pedro again seems to use the word desasir in a life-affirming way:
La realidad de la vida, despótica y hosca, no nos autorizaba a vivir con el muerto al hombro. Había que desprenderse de él, desasírnosle, para que su lastre no nos hiciese romper la armonía de la corriente vital. (87) Fany gives a second lesson in resilience after the death of Alfredo, which she somehow intuits from afar, emitting desolate howls throughout the night of his passing. Initially distraught, her good spirits soon return. Now, however, her 8 recuperation is resentfully associated by Pedro, at the onset of his alienated phase, with the 'glacial indiferencia ' (125) shown by mourners at his friend's funeral.
Indeed, even the goldfish, creatures whose attention-span is a byword for brevity, are scolded for such amnesia. But this is an alternative form of desasimiento which Pedro (as both character and, more ambiguously, narrator) is now rejecting:
Eso sí, la vida siguió para todos; para mí, que sentía, y para los demás que habían olvidado ya; para doña Leonor, para Fany y para los dos pececitos de la pecera verde. (136) When, in a comical reprise of the snowy nocturnal expedition to Cuatro Postes which fatally aggravated Alfredo's illness, the goldfish die because an open window causes the water in their bowl to freeze solid we are being given a tongue-in-cheek commentary on Pedro's fundamental wrongheadedness. The implication is that the boys' earlier escape through a window into the dead of night was itself a life-denying frozen fantasy. A similar point is conveyed by the inclusion of animals in volume two when, owing to the vexatious proximity of stray dogs, Pedro is inhibited from opening his heart to Jane; in this way, the protagonist appears alienated from the web of life (192) . In short, in volume one Pedro proves incapable of emulating Fany's exemplary coping; unlike her, his mourning is disordered ('Mis ojos estaban secos' (118)) and he finds it impossible to grieve and move on. His inability to let go of Alfredo is thus a prelude to the death-in-life syndrome of his early adulthood.
While commentators regard Pedro-taking him at his own estimation-as having been corrupted by Lesmes's advocacy of ascetic withdrawal (preaching which, as we have seen, Lesmes himself does not always practice), 1 it would be more accurate to say that the pupil is predisposed towards adopting his tutor's morbid precepts for unstated psychological reasons of his own. These involve the rejecting into unconsciousness of negative feelings relating to orphanhood, emotions which are intensified by the death of Alfredo. His embrace of Lesmes's philosophy can be understood as a deflection which spares him full cognizance of the true source of his anguish. Initially, the novel is not much concerned with death: the primary issue is the protagonist's pervasive sense of abandonment, which is then reinforced by the shift to the loveless predicament of the school's newcomer. Alfredo suspects that his mother has left him there under pressure from her lover, who wishes to be rid of him. Even though Pedro has lost both parents, and indeed never knew them, the 'negra traición' (131) which befalls Alfredo makes his friend (Pedro believes) 'un huérfano en un grado aún más bajo que [él]' (46). However, more than a depiction of empathy and altruism, what is apparent here is a conflation of identities and a form of self-analysis by proxy. Alfredo, who is initially described as a fragile and colourless figurine, becomes the alter ego of the narrator-protagonist. Like Alfredo, Pedro feels that he is an 'estorbo' (16) to adults; in a disquieting scene in chapter three the mother's detested lover even mistakes him for Alfredo. A testily wordless confrontation ensues, which aptly conveys the mute engagement with orphanhood taking place in the course of the novel itself. Although Pedro regards himself as physically the more robust of the two friends, expressing concern about Alfredo's frailty and insisting that he weigh himself at the chemist's, in reality, and apparently unbeknownst to Pedro, they share a similar physique: 'su peso era bastante normal (apenas si tenía cuatro kilos menos que yo)' (92). Conversely, Alfredo may be a weak and sickly child, yet he is also 'volcánico, abierto, impetuoso' (110); and Pedro, despite his greater physical selfconfidence, is 'introverso y pensador' (87). In fact, the two constitute a discreet dyad, displaying interchangeable traits and identities to a degree which the narrator fails to appreciate. Thus, for example, following the death of Alfredo, in a further case of mistaken identity, his grief-stricken mother embraces Pedro, addressing him as 'hijo'
(120). Revolted, Pedro firmly rejects her advances, just as, earlier on, Alfredo had denied the very existence of the gesticulating señor outside the boarding school (34).
The lack of narratorial awareness is perhaps Delibes's way of using this dyad to decouple the cerebral Pedro from his unconscious energies. Pedro is aware of the 'historia común' (131) what to Alfredo's ears is simply risible ('apenas podía contener la risa' (63)) for
Pedro constitutes a life-changing epiphany: 'Súbitamente me contemplé como un ser que empieza a usar de la razón con lógica y clarividencia'. He continues:
Mas el codo de Alfredo contra mi muslo me hizo pensar que, pese a todo, también podría sonreír; o reír francamente a carcajadas hasta que el amargo pesimismo de nuestro maestro se deshiciese en la atmósfera como el humo.
Such covalency permeates the novel. Pedro constantly flickers between moral viewpoints and it is uncertain whether the cathartic laugher alluded to here is available to him then or even later on-at the moment of narration. On this occasion, superficially, his under-determined identification with Alfredo foreshadows the cheerier worldview he will adopt in volume two, once he has met Jane. However, the narrative situation is complex, for the reader is uncertain whether the supposedly right-headed narrator has entirely laughed off Lesmes's counsel, according to the example of his deceased friend, or whether it is Alfredo's reaction which should be treated as immature.
There are two visits to Cuatro Postes, the second of which is initiated by Pedro in an attempt to restore Alfredo's health and spirits after Alfredo's return from a seaside holiday with his mother which turned sour. The dream of restoring the family unit, in all its emotional integrity, which this holiday possibly represents, is rudely curtailed by the unexpected resurgence of el hombre, whereupon Alfredo suffers a relapse. In the text, the dreamed restoration and painful disillusionment belong, rather unexpectedly, to Pedro himself: such is his initial elation on behalf of his friend that he buys Alfredo's mother a bunch of roses, intending Martina to present them to her at the station. When he espies el hombre, however, he behaves like a jilted lover, commanding Martina to toss the flowers away, with the result that they are crushed, melodramatically, beneath the wheels of the train (95). More than an expression of solidarity with a close friend, the strength of his emotional response here is redolent of infantile libido. Thus, the reader suspects that Pedro's sense of himself as an unloved son is being subconsciously projected into the episode. The air of stony impassivity he cultivates as a young adult is belied by the intensity of his yearning, articulated in a disguised way, for a redemptive mother figure. Again, the reader is uncertain whether the adult narrator is aware of the implications of this oblique selfdramatization.
The ensuing escape to Cuatro Postes, on a snowy moonlit night on which Ávila is emptied of its modern citizenry, comes after a sharp compression of Pedro, whether as character or narrator, is eclectic in his identifications and does not acknowledge his friend's distaste for this fantasy city into which he has attempted to lure him. It is true that, at death's door, Alfredo asserts that they had an excellent time at Cuatro Postes, but the reader suspects that he is ingratiating himself with his friend
by telling him what he thinks he wishes to hear (114). In a sense it is what Pedro wishes to hear from himself, even as it weakens the life force within him.
A similarly revealing impasse occurs earlier in the novel during a visit to a cemetery where Lesmes and his companions happen to observe a funeral cortège for a deceased young woman; her callow husband passes by, overcome by a 'soplo gélido' (83). Needless to say, Lesmes seizes upon the opportunity to teach his youthful companions an impromptu lesson on the need to be ever mindful of death, a nugget which Pedro absorbs in a rather perverse way by resolving never to marry. Lesmes is attending the cemetery to visit his parents' graves, and this provokes a moment of turmoil in Pedro, who at first experiences 'un deseo vehemente' (81) In contrast to volume one, which is pointedly rooted in terms of place and history, the seascape of part two is an unbounded space producing sensory fusions of land and water in which colours lose their identities, merging into complex tonal washes (157). In this way, it seems the perfect environment for accommodating narcissistic projections and, in effect, is a version of the deserted, nocturnal Ávila, which proved so uncongenial to Alfredo's health. However, although he attempts to shun interpersonal realities by communing with the sublime in this way, Pedro is confronted with the repressed source of his malady in ever more insistent forms, such as when he witnesses the repulsive spectacle of a seagull feeding upon the body of a sailor who has been drowned after the torpedoing of his ship. 8 The spectacle has no direct bearing on grief (Pedro does not know the victim), although it is of vital personal significance to him. Pedro's reaction is to build it into an abstraction about man's inhumanity to man; it signals, he feels, his mission to advocate on behalf of 'los derechos de los muertos ' (167) . Yet, at the same time, the intimately sereneeven womb-like-sensation he derived from voyaging over the oceans is lost: 'El mar . . .
[pasó] a ser un agente más de la muerte; un agente hipócrita, devastador' (166).
The primal scene regarding the death of his double, Alfredo, is perhaps being recovered here; the spell of pleasurable withdrawal which he cast upon himself at that time, thinking it would enable him to cope with that death, is beginning to be broken.
Pedro's humanitarian response to the sight of the corpse, while heartfelt and noble, can be regarded as a deflection of a psychosexual problem that only Jane will eventually help him to face and overcome.
One of the strongest indications that orphanhood-induced trauma, rather than indoctrination by Lesmes, is responsible for driving the boys' identity development is provided by the inclusion of the minor character, La Bruna, the gypsy entertainer, whom they both find captivating. Delibes hints that she constitutes a maternal substitute for the boys, since, when she finally deserts Ávila, Pedro remarks that 'Alfredo y yo comprobamos que con esta falta se intensificaba nuestra orfandad' (93).
Reputedly, she had many babies in the course of her travels but cheerfully abandoned them all to villagers and townspeople along the way in order to protect her liberty, behaviour which, from Alfredo's perspective, could be said to resemble that of his mother, who, he feels, consigned him to a boarding school simply in order to pursue a love affair. Alfredo's favourite copla, which he requests obsessively, is a song about a woman who sequesters her step-son from the world by confining him to a chest (a kind of miniaturized Ávila) replete with bote '«pa» que hiciese sus… necesidades' (56). His gratifyingly anal fantasy (one is obliged to say) is that La Bruna will one day compose a copla about his own imprisonment in which his mother's lover will be suitably vilified. Feeling uncomfortable, Pedro attempts to laugh off his double's masochistic wishes, just as Alfredo laughs off the gloomy aphorisms of Lesmes, which Pedro finds so seductive. Nevertheless, there is symmetry in their predicaments. Pedro's entire narrative is a version of Alfredo's fantasy copla in which the villain of the piece is ostensibly Lesmes yet, more accurately, all those who selfishly ignore or exploit the dead. What the narrator fails to perceive is that his selfalignment with his dead friend construes Pedro himself as a victim of emotional betrayal and thus deserving of pity. Accordingly, his fantasy of voluptuous absorption into Ávila's past, or the boundless expanses of the sea, unintentionally correlates with Alfredo's pleasurably self-abnegating fixation upon La Bruna and the beloved copla.
The foregoing discussion has focused primarily on key sequences in volume one of La sombra del ciprés es alargada-especially those involving orphanhood and the doubling up of Alfredo and Pedro-in order to suggest that, notwithstanding existing explanations of the novel, the genesis of the hero's deadlock is intergenerational trauma. The silent void of Pedro's origins, and the sense of rupture it engenders, fuels the protagonist's obsession with death and detachment-as in the manner of someone striving to cut off his nose to spite his face. Paradoxically, an inability to frame his predicament and lay the ground for his own recovery by letting go of the dead stalls Pedro's maturation by persuading him to cling tenaciously to a bloodless philosophy of letting go-which is really a version of holding on for grim death. In this regard it is useful to compare La sombra del ciprés es alargada with Laforet's Nada. In a recent article on Nada, Caragh Wells (2012) has argued that the main symptom of its heroine's disordered mourning for her mother is a camouflaging of loss through aesthetic writing. Equivalent diversionary tactics are evident in Delibes's later novel, except that they take the form of philosophizing rather than of poetic prosing. The conceit of self-transcendence in Delibes's novel, embodied by the retrospective narration in the first person, does not go fully according to plan; the upgraded understanding afforded by the passage of time falls short. It can be easy to underestimate this novel's narratological complexity since, superficially, the work seems so traditional, apparently offering the reader unproblematic access to the truth.
Narrated in hindsight by the main character, with an internal analysis of events, a swath of personal experience is surveyed and appraised. In practice, however, as the narrator begins to replay formative experiences, the moral viewpoint shifts osmotically to his younger self so that the two Pedros are convoluted, just as he and Alfredo are themselves ravelled together. The text is strewn with potential clues and admonitions regarding orphanhood yet they remain unassimilated. A fragmentation of the self, supposedly now a thing of the past, thus manifests itself in the narrator's present, a purported overseeing turns into a kind of oversight (a postergación or acorchamiento), and a subequent narration of events becomes quasi-simultaneousall of which goes to create an oddly dissonant reading experience. The fact that the narrator seems unaware of such imbrications gives his account a self-beguiling quality which makes the reader wary of his claims of enlightenment. The truth about Pedro's past turns out to be only partially recoverable. Similarly, the artistic debacle at the end of the story, where Pedro sublimates his grief over the loss of Jane into a Job-like acceptance of God's inscrutable ascendency, has the contrary effect of insinuating that Pedro's self-therapy remains fragile and incomplete. Such ambivalence is conveyed metaphorically by the entrancing beauty of the dead nocturnal city of Ávila, whose walls are both shielding and imprisoning, or the frail 'copos de nieve en su
